Descriptions of Baroque art and architecture often cannot help but fall back on a triurnpinalist vocabulary, and this is because superlatives and a language of the marvelous are no doubt necessary to describe the visual effects of, say, the vaults of the main hall of Filippo Juvarra's Royal Hunting Lodge at Stupinigi. That unrelenting bombast might inspire not only awe but also confusion is revealed by Alois Riegl, who, as Werner Oechslin reminds
us in the essay he contributed to this volume, found the Baroque to be quite literally incomprehensible: "We do not understand," Riegl confesses in his Die Entstehung der Barockkunsi in Rom, "the extraordinary quality that defines the Baroque, it is not convincing, it contains a contradiction, seems untrue; we therefore perceive it as miraculous."' A calmer, more even-handed approach sets the tone for the introductory pages written by Henry A. Millon for the catalogue of the recent blockbuster exhibition. The Triumph of the Baroque. Setting out to account for, on the one hand, the integration of all artistic media (painting, sculpture, ornament, and architecture), and, on the other, the sheer magnificence of the palaces, churches, and chapels created by that integration. Millon writes of the "necessity to embrace." The phrase is as succinct as it is suggestive. It describes the new urbanistic consciousness of architects who, as Millon explains, "envisioned buildings that were expansive and inclusive."-It also points to what might be understood as a contradiction in terms -the desire simultaneously to include and possess, to expand (//;</ contract, to incorporate «/;(/ dominate. The contradiction, which evokes artistic form as well as political power, surely lies at the heart of opinions on Baroque art and architecture -from the depravity reprimanded by Johann .loachim Winckelmann to the wildness detected by Jacob Burckhardt. Indeed, the urge to temper things architectural is already very much part of the debate, for example, when Nicolas Poussin explained in a letter to Paul Freart de Chantelou. dated 21 September 1642. that one needed to refrain from "the confusion of ornaments . . . [which] were invented only to soften the severity of simple architecture."' But if 1 land on Millon's phrase concerning the "necessity to embrace," it is not only to emphasize how well it serves as a description of Baroque culture more generally. It also addresses quite eloquently the reason for which these essays were gathered together to pay homage to his work as an historian of architecture. We have tried here to represent a diverse set of authors -from students to teachers, architects to scholars -^j ust as we have tried to focus on the Baroque with essays on its beginnings and ends, its manifestation as theory and object, and its life as concept and work of art. In so doing, we hope to give Henry A. Millon some sense of our gratitude for his generosity and originality as teacher and interpreter of culture. 
